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Sound of Music 


W hile di-finintj music 
the dirtionnry snys, 
"art of comhiniDR sounds for 
n-pniducinK !>>’ voice, i>r 
instruments in rhythmic, 
melodic and harmonic forms". 
It further specifies “pleasant 
sound so produced" Yes, 
sound IS the basic character of 
music. Indeed, there cannot 
be music without sound! 

All that really made sense 
at H time when the loud- 
speaker was not known and 
the microphone was unheard 
of. Kven then it was nothin^t 
unusual to find voices above 
the normal decibel level. 
Persons endowed with such 
voice like S.G. Kitlappa. 
.Siihbaiah Hhagawatar in 
Tamilnadu, Hal Gandharvain 
Maharashtra. Sthanam 

Narasimha Rao in Andhra 
and nearer home H.S. Hsija 
Iyengar, Koitoorappa. G. 
Nagesha Rao to name a few. 
were popular names in the 
theatre. Their asset was a 
stentorian voice which could 
reach the last row of seals of a 
huge theatre hall without the 
assistance of a loudspeaker. 

The advent of that 
mechanism opened opportu 
nilies for people with feeble 
voices Heemed through the 
loudspenker system, there is 
no doubt that such voices can 
also sound melodious, 
pleasing too. Fine and rightly 
the techni(|ue of using the 
mike itself has been perfected 
into an art. 


The lime has now come 
when the melodic aspect of 
music has Infome a casualty. 
It all started with perhaps 
the western Pop where sound 
and fury are seemingly I he 
prime concern. It is difficult 
to imagine a Pop event sans 
the ubiquitous over-size loud- 
spinikers. It is also true that 
they go very well in an open- 
air or a large, well-venlilated 
auditorium where the deciliel 
level could be incon- 
sequential. That the idea 
should have inexorably 
infiltrated into the Indian 
anihieiice loo is verily tragic. 
The emerging, what has come 
to be referred to as “Sugam 
Sangeeta" (light music) also 
seems to be overly fascinated 
by that kind of amplification. 
It IS a system where the 

emphasis is supposed to l>e on 
the lyrics, espt-cially those in 
the local language. There is 
no doubt that the new, 

emotion-filled form has 
breathed fresh life into 

Kannada poetry, as it has 
hern in the context of the 
other languages too. 

All that IS 

understandable. What beats 
one is why the sound and fury, 
the decibel level so 
intolerably high that the 
effect lx*comes deafening, 

drowning the lyrics. Thai the 
same level is adhered to 
irrespective of the size and 
acou.stic perceptions of the 
hall is what takes away the 
aesthetic si>nsibililies of the 


rendition itself Worse, the 
menace has not ended there. 
It is disturbing to find that 
other allied performing arts 
are also slowly being earned 
away by this revolting trend. 
Only the other day. an ardent 
connoisseur of dance was 
heard telling the organiser of 
a dance fe.stivni ihat though 
the recital on the previous 
evening was absorbing, he 
and some of his friends had to 
walk out. unable to withstand 
the high decible in the 
supporting music, especially 
the overpowering percussion. 
The organiser pleaded help- 
lessness as his pleas against 
abnormal amplification had 
received lukewarm response. 

Similar is the experience 
of many a music or dance 
lover He is left wondering 
why artistes have suddenly 
turned insensitive. As it is, 
the contact mike in some of 
our hallowed musical instru- 
ments has robbed them of 
their tonal timbre. Yet the 
craze is for raising the pitch, 
the artistes constantly sign- 
alling for volume. 

One hears a lot being said 
alsiut noise pollution. The 
theatre arts were free from 
such iiborralion. Is it loo 
much III ask our artistes to 
respect their traditional 
mores? 

Ix’l’s not forget that music 
is sound; but sound certainly 
is not music- 

-S. N. Chandrasekhar 



!A^/ ‘Dancers to the ‘fore 



Sequenco in Ponmah Laliiaka'a Aoxtemy's Feature Bhakti Kusumaniah" 


A s before, the winter this 
vciir was accompanied 
with a flurry of dance 
festivals. Si^'nificantly, quite a 
few of them featured NRI 
artistes. Kinkini in particular 
made it an exclusive three- 
day festival for Slate dancers 
who have settled down 
abroad. But neither Malathi 
Iyengar (Kan^'oli Dance group 
of USA) nor the more 
experienced Shakti School of 
BhnrathanatyamnfVijPrakash 
could make a mark through 
their choreographic pieces. 

Equally ambitious was the 


idea of Abhinava. the cultural 
organisation of Nirupama & 
Rajendra. Here again, it was 
an effort to encourage NRI 
talent, suggestively titling 
the two-tiered programme as 
“Proshita Pratibhe". featuring 
Viji Prakash and herdaughter 
Mythili in Bharathanatyam 
and a Kathak fare by Anjani's 
Kathak Dance of India, also 
from I>oa Angeles. 

“Krishna Bhakti” by the 
former was certainly more 
convincing than their earlier 
attempt for Kinkini. The 
'sancharis' in Viji’s solo for 


“Enna Thapam Sheydene" 
(Kapil and the duet for 
Panchali Shapntham tellingly 
unfolded the many-faceted 
personality of Krishna to lend 
credibility to the concept. 

The Kathak recital by 
Anjnli Ambegaonknr and her 
daughter Amrapali was more 
like a demonstration, a lengthy 
sermon on the art adding to 
its ennui. Anjani is obviously 
ignorant that Kathak was 
introduced in the City as far 
back as in 1939 and that it 
could boast of as many expo- 
nents as herself in the style ! 

Nor was her presentation 
which was bereft of variety 
in both Thodas and Gats. 
Amrapali. like her mother, no 
doubt has a fine feel for laya. 
But in cither case, it was all 
confined to foot-work, the 
‘angikas’ falling short in both 
variety and grace. The Ghazni 
"Aaj Jana Nahin” had its 
lyrical appeal, though the 
artiste's Mukhija could hardly 
do justice to the abhinaya. 
More amusing was when the 
duo resorted to draw on an 
English film sung to portray 
Ashtanayikas! 

The spectrum unfolded as 
wide a canvas of dance 
activity. The pride of place in 
this vista perforce has to be 
conceded to Keshava Nritya- 
shula, the dance school of H.R. 
Kwahavamurlhy for which 
19KH-99 happens to be the 
golden jubilee year. 



Soundarya Srivalsa 


The veteran Bharatha- 
natyam guru carved out a 
unique way to celebrate the 
event. Spread over the year, the 
celebration was not confined 
to dance recital.s alone. To 
start with the card hadaseries 
oT academic discussion.s cum 
demonstrations, covering the 
varied nspectsofdance art, the 
empha.si.s naturally being on 
Bharathanatyam. This was 
followed by u workshop on 
HasthusandSthanukas. These 
had attracted an encouraging 
number of dance enthusia.st.s 
and one dare .say thnt they all 
proved purposeful. 

Of wider appeal was the 
Nrityotsava. the ten-day dance 
fe.stival featuring as many as 
20 dancers. Most of them were 
familiar faces, with 


con.siderable stage experience 
too. Hut aesthetically one had 
to contend with a static 
presence. The only exceptions 
were Lakshmi Gopaiaswamy 
and Soundarya Srivatsa. Not 
that they have grown in 
stature, but it was certainly 
comforting to sec that they 
had nut frittered away the 
gains witnessed in their 
earlieimtings.Whilehakshmi's 
dignified stance enriched the 
lyrical charm of Sumasayaka 
I Kapil, a flurry of wekk-knit 
•lathis enhanced the imagery 
in Soundarya’s portrayal for 
Velane Var (Bhairavi). 

Among the others. Sudhir 
Kumar impressed with his 
steady laya and neat Angikas, 
though the Varnam (Adi 
Shuvane in Thodi) offered 
little scope to dive deeper into 
Abhinaya. In her Kuchipudi 
fare, Preeti Prakash did not 
succeed in highlighting the 
special characteristics of the 
style, while Usha Datar came 
to her own as emphatically in 
her Muhini Attam pieces as in 
( ieetopadesha, exemplifying 
the Kathakali technique. In 
either ca.se, her lucid facials 
were unmistakable. 

Around the same time, 
Punniuh Lalithakala Academy 
commemorated the gulden 
jubileeof Indian Independence 
with a gala two-day danee 
festival entitled “Bhakli 
Kusumanjali''nnd"Shanlnleya 
Kala Vaibhava". While the 
latter was ba.sed on the 
familiar verses of D.V.G. 
extoIlingtherenownedHoysala 
figurines, the devout out- 
pourings of women saints 


Andal, Akka and Meera 
provided the meat for dancerly 
exposition in the other. 

In either case, the musical 
score of Tirumale Srinivas 
deserves special mention. The 
vi.suals in Padmini Ban’s sleek 
choreography heightening the 
emotional fervour. The port- 
rayal of fledgling dancers, 
particularly while depicting 
“Mere To Giridhara” by 
Urmila Doreswamy (Meera), 
“Schoodi Kodulhal" by Mahita 
NagaraJ (Andal) and “Anga- 
dolage Angavagi" by Sowmya 
Sashidhar ( Akka) vouched fur 
their studied approach, verily 
overshadowinghehortcomings 
in the padding. M.R. Sathya- 
narayana’s lyrics were mean- 
ingful and in rendering them 
Neela Ramanujam rose to 
emotional heights. 

Kanga Praveshas: 

The interregnum saw three 



Ann eAha t.igi ■ 





Pooja Desai 


'riinf;n praveshas’. Though 
Pooja Dosai (studrnt of T.S. 
Bhntt), Anulokha Tagore and 
Rukmini Vijaykumar iboth 
studenUi of Padmini Kuoi 
appeared sure of their 
grammar, they have yet to 
gain in poise and precision in 
line. No doubt, each ha.s been 
learning the art long enough 
to bloom as a promising 
dancer, their application 
leaves much to be desired. 

Of the trio, Rukmini was 
by far the more confident, an 
easy stance adding to her 
dancerly potential as in the 
Jatiswaram (Vasantha) and 
the Korvais that followed in 
the Vamam <[)hanyasii. But 
her ‘angikas' fell short in 
flexions. And her facials 
certainly have to gain in 
direction if her Abhinaya has 
to match her steady Nritta. 

Anulekha is certainly 
more experienced, hut seems 
to lack confidence. She had a 
rather nervous start with the 


Rukmint Vi/ayakumar 


Surya Stuthi, the same 
unsteady stance persisting in 
the Nritta numbers that 
followed. But her anga 
shuddham' was above board. 
That stood her in good stead 
in the disposal of the compeix 
Iheermanams’. But her 
facial.s, in the absence of tried 
drishli'fell short in conviction. 

Pooja has an attractive 
presence, her sound that- 


lumettu testifying to a solid 
grounding. But her 'angikas' 
fall short in grace. Nor could 
her Abhinaya adequately cope 
with expounding the under- 
lying Viraholkhadita in the 
popular Koopama Joochi 
(Thodi), the varied emotions 
inlinesstarlingwilh Kopaniu' 
and 'Tapalraya 1 iariide’ 
betraying a total lack of 
conviction. 

■ATRI 
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Cflittoor tfk Qiant 


C hiUoor Subrumiinya 
I’lllrti indi-fd slrodi* liki- 
R coloBsuN ainonK musicians 
in thf thirty's and rnrty's. Hr 
was t hr most 

uncompromisin(' purist I 
fumr across in thr South 
those days, a stickler for 
form who always maintained 
thr traditional structure of 
his concerts and made no 
adaptations m his style in 
order to please the public. 

Without aiming to create 
any distinctive manner of his 
own, this stalwart amonK the 
musicians of the day yet 
drew large audiences with 
his powerful voice. As J 
recall, melody was not hi.s 
forte, but he more than made 
up this shortcoming by the 
thorough-ness of treatment 
of raga.s. and the skilful 
neravals and swara 

prustharus that always 

enriched his recitals. 

The (irsl time I heard 

Chittnor in a full length 

conceri. apart from his 
numcrou.s radio recitals, was 
ill the wedding reception of a 
I'nend of mine who wa.s also a 
lover of music. It was held in 
a targe hou.se with a pimdal 
set up in front for the 
occasion, (’hittoor was in 
great form that day. He w:is 
accompanied hy a galaxy of 
instrumentalist b«‘sides hi.s 
(not yet famous) disciple 
Madurai Soma-sundaram 
(Madhurai Somu). 


In his entourage that day. 
I counted atlenst 8 accom- 
panists jostling for their 
positions on the dais. There 
were two vocal accompanists. 
Then there were of course 
the Violin and .Mridanga 
Vidwnns. Then followed a 
whole train of percussion 
accompaniments like 

Cihatam. Kanjeera. Morsing 
and even Konakkol. the vocal 
Laya Vadya' which is not Usi 
familier to pre.sent day 
audiences. 

The tala vadya interlude 
(Tani) itself lasted more than 
half an hour, each artiste 
trying to demonstrate his 
dexterity within the lime 
limit available to him. After 
their perfectly synchronised 
finale, it took a further five 
minutes for them to recover 
their breath and refresh 
themselves wiih coffee, tea or 
soda or whichever beverage 
they preferred 

I .still remember the Kaga 
ChilUKir had chosen for the 
Ragam. Tanum and Pallavi. 
It wa.s Kharaharapriya which 
he dealt with elalsirately 
Karlier. he had rendered 
Ammaruvamma' in Kalyani 
equally elalMiralely. followed 
by a shorter lalavadya Tani'. 
He nl.sn sang a composilum 
in Manirangu (Kanidiradu) 
and ended his recital with a 
Tamil classic. On the whole, 
it was a Ireal for all those 
wedding giiest.s who had 


-S.N. Sivaswamy 

looked forward to a chaste 
and purely traditional fare. 

l.rfUer, much later, 1 heard 
an open-air concert at Tiru- 
chirapalli. featuring Madurai 
Somasundnram which was in 
stark contrast in style from 
(”hitt(K>r Hiibrnmanya 

Pillai's. Somu had taken 
.Shanmukha-priya for 

detailed treatment, he was at 
the prime of his career, with 
a strong and vigorous voice 
and had by then cultivated a 
distinctive. if somewhat 
fiamboyanl style of his own. 
His alapana, neravals and 
quick swara-prastharas 
reminded one of a well-tuned 
Nagaswaram Vidwan whose 
manoeuvera-bility was 

beyond the scope of the 
average human voice. It was 
a masterly exposition of the 
raga which has remained in 
my memory even to this day. 
after many decades. 

Another associate of 
('hittoor Subramanya Pillai 
who comes to my mind is 
Dnndnpani Desigar whose 
tamil devotionals were 
among the most melodious 1 
had heard. In particular. I 
want to mention the soul- 
stirring and inimitable 
rendering of the operatic 
song.s on the life of Saint 
Nandanur. I believe they are 
of un.surpassable beauty and 
emotional impact. 

n 



'J{aTn CJopaf: Sfumnnari Tar 'E?(ceflence 



l/ikewiso, thr wtirlH of 
music has seen scores of 
vocnlists who made a success 
despite what may he 
described as a not really 
pleasurable voice. As in the 
case of Bala, their expertise in 
the art was so well honed and 
vocalism -so intteniously 
adapted (hat each could 
easily establish an identity of 
his/her own. 

The figure or the voice in 
such cases could he 
inconsequential. 

Yet it can't be denied that 
a good voice for vocal and a 
proportionate figure for dance 
could make the task of the 
respective artiste that much 
easier.A monumental example 
is the incomparable Kain 
(iopalwithhischi.se! led figure, 
What a revelation it was to 
sit beside him in an auditorial 
recently and hear dancer after 
danceinfioretha»negeneration 
telling the cult figure of 
Indian classical dancing, that 
he was their inspiration, he 
indeed was their ideal. One of 
them went to the extent of 
confessing that his father wa.s 
.such a devout admirer of him 
that he himself was named 
after him! 


I t is a truism that a svelte 
igureLs an added advantage 
in dance as much as a dulcet 
voice is an asset to a vocali.st. 
Exceptions, of course, can’t bo 
ruled out. The legendary 


Rnlasnraswathi hy no means 
could he passed of for her 
figure. Rather, her figure was 
certainly not cut out for 
dance. Yet her danccriy .stance 
has had few parallels. 


Yet for sure few among 
them could have seen the 
maestro dance. Indeed. Ram 
had bid adieu to dance much 
belbrea majority of them were 
born. Yes, the Inst time Ram 


diincocial any rale in liaiiKa- 
Inro.hishmm'town. wasaround 
<-nrly (Iftios'J'hfmas a hmiseful 
sliuw at ihe Opi'ntheatrc (one 
of Lhi’ three familiar halls for 
(lance, the other two beint; the 
'I’own Hall and the BRV 
thealrel The bill of fare in 
that gala performance was no 
dilTerenl than hts many 
others, including the first m 
the I’ity that hts troupe 
presi-nted more than 20 years 
earlier, December 19:i9 if my 
memory serves me right. 

The complexion of that 
memorable porfnrmnnre had 
remained the same. It was 
charivana, a sprinkling of 
Hharathanatyam. Kathak. 
Kathakali. the Kandyan style 
ofSri Lanka etc., making up the 
meat. There wore a couple of 
folk numbers like the Nagn and 
Hali to bool. Ram himself 
having had an inkling into all 
those forms. He had received 
lessons in the different forms 
from such eminent gurus like 
Meenakshisundaram Pillai. 
Kiitiumannurgudi Mulhu 
kumaran and Conjeevaram 
Yellappa in Kharalhunutyam. 
Kunju Kurup in Kathakali. 
Bowrilnl and his son Sohanlal 
of.iaipur in Kathak. 

In his earlier programme 
in I9;U>. soon alter Ram Gopal 
cut hi.s Kuropean tour and 
returned home on the 
outbreak of the World War II. 
many of those celebrated 
names including Sohanlal 
and Gunnayya, the Kandyam 
dancer besides Ram Gopal 
him.self had figured. Nina and 
Hholi. familiarly known ns 
Machaiah Sisters, were the 
other dancers in that slur- 


filled group. Later. Mrinalini 
Snrnbhai. Tara Choudhiiry. 
the Krishna Itaos. Janaki and 
last hut not the least U'ela 
Ramanathan had appeared 
on the stage along with Ram 
at dilTerent points of time, 

The main attraction in all 
those outings, however, was 
Ham himself Irrespective of 
who his partners would bt“, 
the spotlight would never 
waver from Ram. grace 
personified as it wore swaying 
fur the auspicious Alaripn 
flanked by Neena and Bholi or 
Neena and Mrinalini or Tara, 
•lanaki. I^ela as the case may 
be. His meticulously 
measured Attamr and the 
faultless ‘anga shuddham'. 
enrichi^d by supple ’angikas' 
and steady 'are mandi' would 
lend a dignified presence to 
that opening number, which 
alas has been nowadays 
replaced by a flashy 
i’ushpanjali. The turn out of 
the other two. mostly trained 
hy Ram himself, would he 
equally tidy and elegant, 
though beside the magnetic 
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presence of Ram they would 
fade into insignificaiue- 

However. that traditional 
invocatory gave an indication 
of a colourful saga that was in 
store in the gala evening. 
What folluwed was not much 
varied, though unfailingly 
captivating for its rich 
tapestry. The same 
arrangement would prevail in 
the crisp •latiswarani. 
punctuated with alluring 
‘sihanakas'. But it was m the 
solo.s for the ’Keertanas', 
either the multi-hued 
Natanaadinaar (Vasanta) or 
the sequence-filled Thaye 
Yoshoda (Thodi) that really 
highlighted the depth of 
Ram's eloquent facials, so 
vanegated, so meaningful and 
so mesmerising in their 
impact His Hexions would be 
as spontaneous, casting a 
spell on the lay and literati 
alike. 

True, the repertoire was 
commonplace, including the 
Kathak number where more 
than any complex thodas'. an 
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KalAnidhi Naiayan Ciealing Ram Gopal 


array of flowing 'Bats’ would 
lend credibility to the form. 
Ham enjoyed the portrayal for 
the 'Hhabdam'. usually the 
fascinating ‘Sarasijakshulu’ 
(Kambodi). The way he 
juxtaposed the divergent 
roles of Krishna and the 
(ropis. his hapless victims, 
was a real treat, worth going 
miles to experience. 

His folk numlKTs, a ('ohra 
dance of the Nagas and the 
Halinese dance (of an Indian 
Ocean island) would add 
variety to the fare. But the 
piece do resistance wa.s the 
Sundhya Nrilhya' (Dance of 
ihe Selling Sun). Kam 

lesplendanl in his minimal 
aaharya’. trite trunk and a 
gorgeous mukul’. glittering 
in golden hue. The 

choreography itself was 

simple, drawing more on a 
variety of stances than much 
of hhavabhinaya. His very 
presence was enough to carry 
conviction. As enchanting was 


his (laruda (The golden 
eagle). Here again. the 
portrayal would stand nut fur 
its distinct costume. a 
characteristic heak and a pair 
of frond-like wings covering 
his extended arms, 

accounting for a grand 
spectnch-. The gay abandon m 
which he leapt and hupped 
around had an eye-filling 
effiHit. leaving a lasting 
impact on the viewer. The 
finale was reserved to "(lown 
Nayakn." the lilting Kanada 
Thillana. 

That in a nut shell is Kam 
(lopal and his art. No douhl, 
ihi-re IS not much of depth in 
the repc-rtoire as it is 
conceived today. The hallowed 
Vurnani rarely found a place 
in Ihe di.spensalion, though 
Hllunng numh<‘rs like a 
“Sanga Kongu" or a “Thenvil 
Varandi" did provide spice to 
the aspect of Ahhinaya. Yet 
the bill did fall short of 
wholesomeness. What made 


the diflbrencc was Ram’s 
magnetic presence, the 
elegance in hi.s stance, the 
sensitive touch in his drishli' 
and above all his total 
involvenienl. all of which 
would create an inescnpahh- 
rapport. Indeed here was n 
showman par excellence. No 
wonder, lay viewers, the 
cognoscenti us well as the 
critics the world over saw a 
Nijinski in him. What can he 
more rewarding for an 
artiste!’ 

Kam's fellow artistes were 
as impactful in their 
portrayal. Sohanlal 

invariably vied with his 
compeer for lop honours. His 
solo numbers like Prabhat, 
Kaliyamardana and the 
mystifying Vayu were rated 
very high for their rhythmic 
excellence and aesthetic 
fervour. Ciunnayya’s Kandyan 
dance, so akin to Kathakali in 
its rustic overtones, would be 
as enjoyable. 

On a short visit to the (’ily 
from England where he has 
settled down. Kiim who is well 
pa.sl MO, today appears rare 
worn with not all his faculties 
in tact. Mis talk is incoherent, 
though his hearing and sight 
are not impaired. But his 
yearning for dance perists. 
And that is how he managed 
to attend the gala Sharad 
Viiihhava of the Pnisiddha 
Foundation, sitting through 
the long hours, perhaps his 
nostalgic memories taking 
him hack to the halcyon days 
wlien he himsief was on (he 
stage! 

Essence 
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shift in Status 


F V'i otuc'. the minds of 
people in the film industry 
are licking. People have been 
made to think instead of just 
niindless Kyralions. 

This temporary phase has 
ensured our hon’hle minister 
for Information and 
HroadcastinK. Ms. Sushma 
Swaraj bestowing an otTinal 
"industry, status’ on the film 
world. 

Filrni log who have l)cen 
fighting for Ihi.s privilege for 
years, now have pau.sed to 
find out what this actually 
means. Institutional finance. I 
suppose. as opposed to 
depending on shifty-eyed 
under world dons, sensible 
working hours, minimum 
wage. lalxjur regulations. 
siK-ial security, means of legal 
recour.se, etc. Will all this 
bring with it a greater degree 
of professionalism’? 

We. in the dance and music 
1‘ield must sit up and lake 
notice. The government 
machinery has always shared 
a love-hate relationship with 
the cultural field. We cannot 
hear their interferance. but 
we are unable to manage 
without their aid. We 
complain ahoul whom they 
choose to project, and crave 
their undulgence for a while, 
and if we happen to get a 
moment’s mercy, we complain 
about restrictions and squirm 
out of the ensuing 
responsibilities. 


Many of the institutions 
receiving grants from the 
HRI) .Ministry for maiden 
venture.s.'prf>ductions, lose 
their credibility by misusing 
the funds. More taxpayers 
money. Therefore, the dust. 
The government and the 
cultural field, shall, at l>est Ih; 
inriilTerenl lied fellows. 

The corporate houses 
lieguile musicians and 
dancers with mega-bucks, lint 
there is proposition that is 
unfaithful it’s there at times 
and unavailable at must. 
Sports and popular cultural 
events are more worth their 
while. bringing national 
exposure and access to 
younger generations. So. the 
Hirtaiion lietween the arts 
and the corporates continue, 
no long-.standing commit ment 
can be achieved. 

This. then, lands us 
squarely on the government’s 
diMirstep. They have the 
money the wherewithal and 
the social obligation to 
patronize the arts. Rut what 
must we. as artistes give 
ilieni hack for thuir efforts? 
Do we continue to print a 
single invitation as proof of 
the usage of government 
grants, and fill our greedy 
pockets, or do we use the 
patronage to further the 
cause of the art. giving it the 
full roach of creativity and 
energy, to come up with a 
production which adds to our 
culliiral heritage? 


— Menu Iyengar 

Because of a few law- 
breakers the credit of the 
artistic community is at 
stake. La“T.s try to further the 
cau.se of the field, rather than 
erode the pillars that are 
trying to strengthen its 
structure. Lei’s brave the 
regulations, restrictions and 
structures, because, without 
them there will hi- corruption 
and mayhem. Let's he 
professional in our approach, 
and put It an honest day’s 
work to make us worthy of the 
anticipated reward. .So what il 
Pt. Bnju .Maharaj has to 
retire from the Kathak 
Kendra at the age of fit) years. 
He is now a living legend, 
thanks in no small measure 
to the years of support 
secured from a government 
institution! 


Bhavvalakshmi, B. 

B luiWcilak^hnu. ihc KALA 
TILAKAM of 199;t Kerjla 
State Schoob Youth FcUiual. I IMze 
winner m vioHn at National level in 
the All India Radio Music Cumpe 
littons. I RANK holder ol Calicut 
llniversitv in B.A (Music) o( 10<IK 
and, now a student ol M A (Music) 
of Mysore University has been 
awarded a scholarship for higher 
studies In Carnatic classical music by 
the Department of Culture urrder the' 
Ministry ol Human Rcsourcei 
Development. Government of India, I 
New Delhi ' 

She Is the daughter of Sri N. 
Babu, Former Deputy Registrar of 
Co-operative Department. Govt, of 
Kerala, and C.V Lalitha, 

Teacher, Government of Ganapat 
Boys High School of Calicut 
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9(armtaf^ Slrtistes in Cfennai 94nsic !f estimf 



M .idfiis, now renamed as 
'hennai, is known for 
its Music Festival Season 
during December. This year 
there was a surfeit of music 
programmes organised by 
arounc65)rganisatiunxuvuring 
nearly 1770 concerts, 
exclusive of Harikatha and 
Danceecilals. 

About />] Artistes from 
Karnataka were featured this 
year. The 12 vocalists included 
MS. ^ihcda,RudiTipiitzvim BntKrs 
V. Kalavathy, Hamsini 
Nagendru, Saralaya Sisters, 
Seethalukshmi Venkatesun, 
Padma Gurudatl, K.A. 
Hamamani, Dr. K.N. Srilatha, 
V.N.Padmini.T.V. Knmprnsnd. 
Dr. Padma Miirthy and 
Bangalore K. Venkataram 
were featured in Academic 
demons-tratiuns at the Music 
Academy and the Indian Fine 
Arts Society. Five Veena 
recitals included K.K. Surya 
iiarayana^hanthKaoDrSuma 
Sudheendra. D. Balakrishna 


and Pushpa Kashinath. Two 
Saxophone recitals were by 
Kadri Gopalanath and 
Mangalore Anantharam. 
Bangalore M. Kodanda Ram 
provided a Nagaswara recital. 

Accompanists included 12 
violinists — Mysore M. 

N’agaraj, Dr. Mysore .M. 
Manjunath, H.K.Venkataram, 
Dr. Jyothsna, Nalina Mohan, 
B.D. (Jnnesh Prasad, 
Knnchann Subba Kathnam, 
S.V, Narayan, T.G. 
Thyagarajan, Balu 

Raghurnm, Lalgudi 

Rajulaxmi and R. Raghuram. 
Mrudangam Arti,stes were 
M.T. Rajeshari, V. Praveen, 
Arjun Kumar, A.V, Anand, 
Anur Ananthakrishna 

Sharma, V, Krishna, T.A.S, 
Mani, H.S. Sudhindra, 
Mysore Sudarshan. Kanjira 
Artistes were B.S. 
Purushotham (now settled in 
Chennai), H.P. Ramachar, B.R. 
I>atha and Prashanth. 
(ihatam accom-panists were 


Bangalore K. Venkataram, H. 
Rhivnrama-krishnan and 
Sukanya Rama-gopal. 

B,Rajashekhar and G. Omkar 
played morsing. 

Most number of 
programmes were provided 
by Kadri Gopalanath on 
Saxophone, My.sore Nagaraj 
and Manjunath on Violin, 
B.S. Puru.shotham on Kanjira 
and B.Rajashekhar on 
.Morsing. 

A demonstration on 
“Lesser known Mysore 
Composors" by Bangalore V. 
Kalavathy was a special 
uttralion. Bangalore K. 
Venkataranprovided explana- 
tion notes accom-pnnied by 
Lalgudi Rajalakshmi on 
Violin and H.S. Sudhindra on 
Mridangam at the Indian 
Fine Arts Society. It was 
presided over by veteran 
Mridangam Maestro Vellor 
Ramahhadrun. 



Pushpa Kashinath T 




V Katava’.hv. Hamsmi V Knshnn 


'A report on the 
interesting lec-dem will be 
carried in our next issue. Ed.) 

As u.sual, senior vainikn 
R.K. Suryanarayana at the 
Indian Fine Arts Society 
attracted a sizeable audience. 
Whilihis Nalinakunti focu.ssed 
on a composition ol’ hiw own, 
the detailed airing for 
Shanniukhapriya for an even- 
pacetWariveredikkevarushHid 
out for it.s modal grandeur, 
I’ushpa Kashinath was the 
other vainika who impressed 
hy her facile rendition. Her 
concert for the TVG’s 
Academy of Fine Arts stood 
out for its melodic charm. 
Karnaranjin ( Vanchi-toname) 
and Kalyani (Himadrisuthe) 
vouching for her steady 
progress in the art. 

The series itself was 


inaugurated with the vocal 
recital by Vidyabhushana. one 
of the most popular disciples 
of T.V.G. His singing had an 
irresistible appeal, the devout 
fervour enriching the lyrical 
richne.ss of the compositions. 
Saralaya Sisters (Kavitha 
and Trivenii at the Kapali 
Fine Arts proved as 
impres.sive in their vocalism. 


Shanmukhapriya (Marivere) 
was the main attraction, the 
rendition invested with 
expan.sive swara passage.s. 

The Madras Music 
Academy President was 
Nngaswara Veteran Sheik 
C’hinna-Moulana. Ilirth 

{'entenaries of Nagaswara 
Kajaruthnum Pillai, Violin 
Kumbakolum Kujamanikyam 
Pillui, Flute l.N. Swaminatha 
Pillai and Vocalist (’hiltoor 
Subramanya Pillai were part 
of the celebration this year. A 
b«)ok containing their 
biographies was released. 

N. Rajagopalan of 
‘Carnatic Classicals' adds; V. 
Kalavathy in her concert for 
the Music Academy was an 
image of confidence, 

composure and assurance. 
Delineation of Sankara- 
bharanam with "Eiuluku 
Peddala’ was heartening, 
presenting the melodic 
fines.se of the raga excellently. 
‘Sri Matrubhutam' and 
'Seshachala' were very well 
presented. There was a good 
pre.sence of audience too. 


Contrihiilion on music .iml daiicc are vveit oiin‘ They 
should l»e neatly typed <in one side ol the paper double 
spad'd Ailectiiale reliiin posta'te sliuiild be enclosed for 
the reinrii of niKieceiildf artirlc' 

Annual Sii!..'.i'rtptiori Ks Kill. 

Three Years Ifs 'Z'.fU/ 

Please draw Cheque/'DD in lavour of "The 
Bangalore Printing & Publishing Co. Ltd," A/r. Plioenix 



^^reMusica[Qenius —II 

— E.P. Alamelu 


T 'hr Acharya was well- 
vorsed in playing the 
veena too. Once during visit 
to Tillni near Tanjore, he was 
invited to play the veena at a 
function. Kamed vocalists like 
Muthaiah Hhognwatar and 
olherswere to present concerts 
alter him, Krishnamachnr’s 
veena recital was so exciting 
that all the other vidwans. 
including Muthaiah Bhaga- 
watar desired that it should 
continue even after the 
stipulated time. The concert 
went on for nine hours, 
rendering the rapt listeners 
spellbound. They were all so 
plca.sed that they did not 
mind missing their own turn. 
Such was the impact 
Krishnamachar had created. 

But fate was unrelenting. 
The very next day his little 
finger became stiff and he fell 
depressed. To add to the 
agony, his wife and only son 
expired suddenly. His legs 
al.so got alTected. making him 
totally immobile. Korlorn. he 
ri'turned to Bangalore and 
settled down in a choultry, 
losing all interest in life. That 
was in 1929, But soon people 
recognised him and 
persuaded him to start a 
shool for music. Kventurally. 
in 1931 he set up the Arya 
Gana Vidyalaya. 

The same year. Smt. 
Rukmini Devi Arundale. 
Kound(“rfKalakshetraChennai 
invited him to her dance 
academy and induced him to 



G Channamma. the besl-known 
disciple ot Puliyogarai' 
Krishnamachar 


score mu.sic for 'Kulrala 
Kuravanji” which became one 
of her hit productions. The 
Acharya stayed there for 
some years before returning 
to the city in 1940. By that 
time he had become conver- 
sent with Tamil, Telugu. 
Sanskrit. Kannada and 
Malayalam. Beside.s he wa.s 
proficient in Ayurveda and 
.Jyolishya Shastras too. More 
than all that, he was recog- 
nised as an authority on the 
theory and practice of music. 

Krishnamachar and his 
brothers who were called 
Kaladipetlai Brothers' 

combined together to produce 
musical gcm.s like (lana- 
bhaskaraThyagaraja Hridaya 
and Sangeetlia Sudumbhiidi. 
Krishnamachar himself wa.s 
entrusted with the task of 
setting notation for the -songs 
in those publication.s. 

By that lime his Aryngana 
Vidyalaya had become a full 
fledged instituion and the 


Acharya used to handle 
clas.ses on all days except 
Saturdaywhich were re.served 
for hi.s prayers. Exception was 
only when ho had to take 
advanced students. 

On one particular Satur- 
day. a sdudenl who came to 
the Vidyalaya wa.s surprised 
to find the doors rlo.sed. The 
cook was also not to be found. 
But there wa.s a .shrill sound 
coming out of the house which 
indicated that someone was 
down with excruciating pain. 
When the door was forced 
open, it was found that the 
Acharya was lying down with 
tears in his eyes and singing a 
Devara- nama, “Yaariddarenii 
Yenage Neenalladevemanna’. 
He was running high 
temperature and did not 
appear fully conscious. Yet 
the words were coming out 
spontaneously. Some 

students who had gathered by 
then immediately attended to 
him. one of them nothing 
down the words and the 
notaition. Tiger was at once 
-summoned and he came to .see 
hi.s brother in agony ami 
lamented exclaiming, “You 
are really a genius. Till now 
nolaidy had mastered my 
style of singing. But you have 
so many talented students. 
Your Jnnjhonti krili has 
thrilled me because of its 
telling raga bhava'. You are 
really a niahanubbiivir.your 
thoughts and imnd being 
divine and your singing .soft 
and appealing. I myself am 
not endowed with any of those 
qualities. I don't understand 
why God is not showing mercy 
on such a bhaklha'. Oh God! 1 




A 
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am an ordinary mortal to 
understand your leolas”. 

With tears in his eyes, the 
Acharyu pleaded to his elder 
Imilhcr to {jive him poison 
and end his life. That would 
he of immense help to a 
sufTering brother Tiger was 
shocked at hia words. He 
consoled his brother saying, 
■'Don't despire. You are so 
pure in heart t hat you will not 
have rebirth. “ Me attained the 
lotus feet of Sri Kama in IH4H, 
putting an <md to nil his trials 
and tribulations. He was 
then. 

Knshnamaehahas compo- 
sed several kritis in rare 
raga.s. Wo are fortunate that 
Sangeetha Kala Ratna O. 
('hennamma. one of his fore- 
most disciples, has collected 


all of them and published in 
her “(iana Vidya IVadeepika", 
to keep his memory alive. 
Some of the Tamil kritis the 
Acharya composed at 
(’hidambaram have the 
Anikita' Thillai Nataraja 
(1941). while his other 
Ankitas' include I’admapun 
Varada. Vasantha Purusha, 
kanga. Tim Vengada, Varada. 
Vemanno and Panduranga. 
He and his brothers together 
have compo.sed some kritis 
with Thyagaraja as Ankita'. 
Nalajanaparipalaka. Needu- 
charaiiamulem Simhendrama 
dhyaina Vinatha Sutha in 
ilarikamlKidhi. (lajanana in 
Thodi are some of ihem. 

Scholars have described 
his music as “Purushu 
Mohini". Acharya was gifted 


with a striking Hhiireera' 
which blended with subile 
gamakas' with clear and 
perfect intonation. Though 
beset with so many ailments, 
he used to sing with ease and 
a smiling counliuiance. 

His kritis are all 'Alma 
Nivedana' with an Adhyatma 
flavour. revealing the 
inlluence of Thyagaraja in 
them. He was also a staunch 
follower ol' Mahatma (Jandhi, 
addicted to Khadi. Mis 
composition “('landlu Mahat 
muiu" emphasise.s (landhiji's 
doctrines of Ahimsa and the 
greatness ofCharaka. Indeed, 
Karnataka is fortunate that 
such an emlile genius lived in 
the Stale serving the cause of 
music till his very endl 
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y fute ^Maestro ^memBered 



T he birth centenary of 
Flute Maestro H. 
Narasinga Kao ( Id. 12. 19d(> - 
8.11.1998) was celebrated by 
the Percussive Arts Ontre 
under the joint auspicc.s of the 
(roktiale Institute of Public 
Affairs on Nov«>mber I.*!. 
Veteran Vidwan M.R. 


Doraisw.amy. the .seniormnst 
disciple of Kao presided and 
recalled the .sweet memories of 
his Guru, his leaching methods 
and his great human values. 

Group by youngsters of 
'Nado Rindu' rendered a Krithi 
III Kunlhalavarali of 
Narasinga Kao ns invocation, 
directed by a senior Hulisl 
Dwarnky Krishnaswamy. 

Ihmgalore K. Venkataram. 
Director of the Art Centre in 
his welcome address referred 
to Narasinga Ran as the guru 
of B. Shivaramaiah who 
initiated Flute B.N Suresh 
into the instrumental 
techniques resembling thosi- of 
Flute Mall. In fact, it was flute 
.Mali himself, who clanfied that 
one Narasinga Kao had 


developed techniques similar 
to his own which 
•Shivaraniaiah had been 
taught and passed on to Flute 
•Suresh. 

M S. Srinivasa Murlhy. a 
■Prasishya' of Narasinga Kao 
(Sishya of .M.R. Doreswaniy) 
gave a flute recital witli 
Kumari A.shwini accompanied 
hy Ulsoor S. Chandrashekar, 
Uilur Nagendra I'dupa and 
Ra V I s h a n k a r a S h a r m a on 
Violin, .Mridaiiga and Ghatii 
re.spectivcly. 

V Kalavathy compered the 
proceedings. The sister and 
family of Narasinga Kao have 
come forward to assist the 
publication ofliis composition 
These have been collected by 
Vidushi Padma Giirudutl. 
undiT her task ol collection of 
“Compositions of Mysore 
Composers". 








"KeCucfieran 'D(ce[s in 'SfiaradVaiBaHva' 


the dfm;ind for compromise is 
not as disconcerting. The 
BharalhanatvaniKnthak duet 
which setthofestival inmotion 
proved the point. IVntibha 
Prahallad and Shovana 
Narayan, exemplifying the 
two distinct styles respecti- 
vely, jelled so convinciniily 
and so imaginatively that 
it had an indelible impact, 
the sleek Nritta forays 
especially unfolding any 
number of creative possibili- 
ties without sacrifying the 
identity of each. 

The Odissi-Kathakali pair 
of Sonal Mansingh and 
Sadanam Balakri.shna was 
certainly not as engrossing, 
the duo not succeeding in 
striking a balance at any time 
during the longish 
proceedings, covering almost 


Thoughthecolloquiumitself 
had a limited appeal, the 
evening recitals provided 
endless exciting moments, as 
much to the expectant 
viewers many of whom had to 
l)e content with close-circuit 
TVs, including a large screen, 
to get a feel of the programme 
03 the dancers themselves. 


Pralhiljha Prahallad and Shovana Narayan lolling 
Bharaihanalyam w/.'fi Kaihak 


Veterans all . Kelucharan Mohapaira M K Saroja and Vedantam 
Salyanarayana Sharma 


S harad Vaibhava, the 
annual dance extrava- 
ganza has earned an enviable 
reputation as a major event in 
the country's theatre agenda. 
The two-day festival of dance 
duets and u colloquium of 
1998 was in keeping with the 
high standards of its 
promoter, the Prasiddha Foun- 
dation. The thronging 
response despite the remote- 
ness of the venue (the Tata 
Auditorium) itself was proof 
of the esteem in which this 
organisation of Pratibha 
Prahallad enjoys among the 
connescenti. 


•Jugalbandi, as a concept in 
the musical parlance 
can hardly be described 
as the ideal means for 
ae.sthetic enjoyment. But in 
dance it was evident that 





the entire gamut «if Jaya- 
deva's Ashtapadis. It has also 
to be conceded that there 
were more dissimilarities 
between the two styles than 
the earlier combination of 
Hharathanatyamand Kathak. 

The ultimate in the 
concept, however, was reached 
when M.K. Saroja, Vedantam 
Sathyanarayana Sharma and 
the irresistible Keluchuran 
Mahapatru camttogether. The 
artiste who really forged a 
sense of unity in the 
presentation was the Odissi 
stalwart. He verily inveigled 
hi.s Bharalhanatyam and 
Kuchipudi compeers into the 


contrived scheme. Indeed, the 
dancerly potential of the 
familiar sloka Kasturi Thila- 
kam could not have been 
exploited more exhaustively, 
more convincingly and with 
greater aesthetic revelry by 
any gther dancer in living 
memory! 

Though by no means less 
earnest, neither the Kuchi- 
pudi veteran nor the famed 
Bharalhanatyam exponent of 
yester years could match 
Kelucharan'sexulerance in the 
exposition, exfoliating as he 
did almost every phrase in 
myriad hues. It was a real 
treat. 


As exhilcrating was the 
emotional outburst as tlie 
Odis.si virtuoso’s interpre- 
tation for Pashya ti Dishi 
Dishi, one of the most 
fascinating Ashtapadis from 
Che immortal Geetagovinda of 
Jayadeva. Though the 
underlying Nayika is 
Vipralabda, Kelucharan in 
his lucid presetUalion 
invoked several other 
Nayikas mcl tiding 

Abhisarika, Virahotkhandita 
and Vasikasajja. Indeed, his 
mastery over the dance idion 
is complete. 

‘5 N.( 


Interestiryjare in ''9s[rityanja[V' 



UmaRaom Ganamunhe' 


^Jangeeta Trimurty 
kJNamana". a dance 
feaUire on the redoubtable 
Trinity of Carnatic Music 
iThyngar.aja, Shynma Sastry 
and Dikshitar) set the ball 
rolling for the annual Gectan- 
jali Dance-Drama festival of 
tlie Sri Lalitakala Academy, 
Mysore, in November last. 

The choreography for this 
audio-visual treat, based on 
the immortal compositions of 


the 18th century saint- 
singers was by IJma Rao, the 
Director of the Academy. Well- 
known compositions like 
Jagadananda Karaka (Nata 
of Thyagaraja), Kamak.shi 
(Bhairavi of Shyama Sastry) 
and Srirangapura Vihara 
I Brindavana-Sarangrf Muthu- 
swnmi Dikshitar) were 
depicted by a team of well- 
trained youthful dancers with 
Chetan Hebhar and Seema 
stealing the show in stellar 
roles. The sensitive feel in 
Uma Rao’s ‘ekahara’ for 
Ganamurthe (Thyagaraja) 
added to the classical milieu. 
Another Thyagaraja classic 
Scetha Kalyana Vuibhogame 
iKuranji) provided a fitting 
finale to the enjoyable fare in 
which Kadha Thandaveswar’s 
vocal refrain was a high spot. 

The three-day festival 
included "Sneha". a Bharatha- 


natyam ballet by (’hitrn 
Visvpswaran of .Madras and 
‘•Pashupatham", a Kuchipudi 
dance-drama by Dr. Vonkates- 
wara Rao of Hyderabad. 

Chitra’s Sneha was a 
thought-provoking innovation 
where she uses the Bharatha- 
natyam technique to portray 
epic characters like Sibi, 
Dadhichi and Kama and 
contrasts them with the 
prevailing human tendencies. 
Though not using the traditio- 
nal Hhnrathnnatyam costume, 
the nuanco.s in the Nritta and 
Abhinaya were so effective 
that the narrative could make 
an indelible impact. 

The Kuchipudi piece by 
Nrutya Darpana of Dr. Rao 
could not live uplo expecta- 
tion. the young dancers save 
Dr. Rao him.self in the rote of 
Shiva, appearing rather 
amateurish. His Thandava 
was the saving grace in the 
entire choreography. 



Seetfiala^<;fimi : Decades in ‘Musica[ 9darmony 



^eeindiakshmi Venkjissan 


S efthalakshmi VcnkiUe.san 
i' a nam«> familiar with 
rasikiisafKarnataka. l^vinRly 
called Mami in close circles, 
shf is a paraRon when it 
comes to Carnatic classical 
music. Complelmy nearly 
seven rtecade.s m musical 
liarmony, Seethalakshmi 
Vciikatesan (aged 72) has 
come a lorig way. 

A regular performer of the 
•AIK. which has recognised her 
as an A-grnde artiste and at 
Door Darshan which ha>. 
invited her for special 
features, .Mami is known and 
appreciated for her deft 
rendering of ragas. She has 
also earned fame as a 
melodious singer of 
devotional music, which is 
<lue to her training in 
Hindustani music under the 


late Pandit Kamarao V. Naik. 
Her rendition of hhajans is 
glorifying. She i.s regularly 
featured in several music 
festivals tiMi. 

Mamis career has liecn 
studded with nolahle 
milestones, having heen the 
recipient of several awards 
and titles such as '(<ana 
Saraswatf (1970). 'Ganakala 
ParipurneM 19H.S). Kalaiyolhi' 
(1992). Nadajyothr (199:i) 
and the coveted Sangeetha 
Italnu Mysore T. (’howdinh 
memorial state award for 
1994-95 as well as the 
honours of (lanakala Parishad 
( 1988) and Hangalore (layana 
Samaja in 1994. Her latest, 
one of the most prestigious 
award, the Sangeeta Nrilhya 
Academy award for 1998-99. 
which honoured her with the 


- Shruli Nanavaly 

title 'Karnataka Kalashri'. 
was awarded recently. 

With an nwe-mspiring life 
as hers, one is left wondering 
how this stalwart achieved it 
all. That and other related 
queries are answered in an 
interview that follows; 
Kxcerpts from an interview; 

Hearty congratulations 
Mami! How do you feel on 
receiving the Sangeetha 
Nritya Academy award? 

I feel indeed proud and 
happy that Karnataka has 
honoured me so beautifully. I 
truly feel that I have achieved 
.something in my musical 
career by getting this award. 

C'ould you give a brief 
family background and 
when and how you began 
your musical journey? 

I am originally from 
Kerala and wj.s born there 
My parents were lovers of 
music. Hut I got the taste of 
music from my paternal side. 
My father felt that I had the 
potential to heenme a 
musician. At the age of five. I 
started my training ns a 
violinist. Hut soon my parents 
renli.sed ilinl 1 had a 
melodious voice, and put me 
on vocal. I've had the 
opportunity to learn under 
Vaidyanalha Bhagavalar. my 
first guru K..S. Narayana- 
swamy. my father's nephew 
and a famou.s viiinika. I made 


my concert debut at the a^v of 
ten which earned me 
eneourafjing apprecialion. 
Therent'ter, on my marriage to 
Venkatesan in 1940. we 
shifted to Tanjore. For five 
years I trained under Sn 
Tanjore Siinkaran. a reputed 
musician and compo.ser My 
hu.shand then got a transfer 
to Madra.s where 1 continued 
my music lessons under the 
loving and nhle guidance of 
Sangeeta Kaianidhi 

.^emmangudi Srinivasa Iyer. 
Here I was fortunate- to learn 
music in a Gurukulii system. 

Why did you opt for a 
musical career? Who or 
what inspired and 
encouraged you to persue 
it? 

Since 1 didn't have the 
responsibility of rearing 
children. I thought I could 
devote myself to mu.sic. My 
husband played a vital role in 
my musical journey. He 
encouraged me to such an 
extent that he would forego 
anything for music and 
always accompanied me to all 
my concerts. His critical 
comments helped me to 
improve my music. 

In the course of your 
persuit for music, did you 
find any event of interest 
that occurred? 

When I was young people 
used to say I had a beautiful 
voice. Whenever 1 pmcticod 
music, passers-by would 
crowd outside my house and 
listen. They were under the 
imppression that a M.S. 
.Subbalakshmi record was 
being played!! 


Another event that always 
brings a pleasant memory to 
my mind is that with M.S. 
Once when I performed at 
Tamil Isai Sangam-Madras, 
M S. was pre.sent. .She praised 
and blessed me and said: “You 
will tiecome a good musician". 

1 leli on lop the world then. 

Who were your 
contemporaries? 

K. Vi-davalli, Mam 
Knshnaswamy. , Soeta 

Rajan. -Suguna all were with 
me. We used to sing as a group 
in musical operas when I was 
in Chennai. 

How do you react to 
budding artistes of today? 
What are the important 
points in making them 
good artiste? 

1 feel that today 
everything, even music is in a 
rush. Students want a 
platform within 2-3 years of 
musical training. In our limes 
we used to learn one 
Keertana a month. Our gurus 
would refuse to go ahead till 
we had mastered it, hy 
repealing after the guru. 
There was nothing tike 
notation in those days. 

The artistes of today 
require to pul more hhava 
and bh.nkti in their mtisic. It 
has become more 

commercialisi-d instead, 
where the Niravel and 
Swaras are rendered 
mochanically. Swara is 
actually supposed to he sung 
in Survalaghu pattern, hut 
today mathematics dominate 
resulting in lack of hhava and 
gamakas in swaras. Their 


presentation should he more 
neat and they should know 
the meaning of each keertana 
they sing. I feel there should 
be more Vilamba kala 
kei'rtanas learnt. 

However, there are many 
singers who are good. They 
mu.st keep up the standard. 

What is in the world 
between music and you? 

Music IS divine. I fi'cl 
bles.sed w hen I sing. When we 
sing we are brought eloser to 
Ciod. To me music is 
everything. It is an obsession. 
The joy that I experience is 
beyond comprehension. I 
cannot think of myself 
without music. It keeps me 
healthy and engaged too. 

Apart from music, what 
else keeps you healthy and 
occupied? 

I enjoy reading books, 
gardening and have a zest for 
cooking debcacie.s. 

A parting question. 
What do you want to be 
remembered as? 

I want to be rememlx-red 
as a good musician, a good 
teacher and of course a good 
human being. 

An ardent devotee of all 
(lods. Mami is an ocean of 
love and devotion. She is 
affeclionalc and benign 
towards her students. She is 
among those few worshippers 
of music who have kept up the 
image of classical music in it.s 
pristine and chaste form and 
believes in preserving il. 
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ScfwlarCy DarsHini' in 9{avavarana 



R R Keshavamurhy 


T itii- RiJKHdiirshini by violin 
nuu'Slro K K. Kewhava 
Murthy for Sn Tyanaraja 
Cana Sahha in October last 
was a vcritabli* feast for 
music lovers. He was 
aicompanivd by C. Cheluvuraj 
on MndariKam and Bangalore 
K Vonkalaram on Ghatam. 

Punctual. methodical, 
disciplined-are .some expre- 
ssions that spring to mind 
while one talks of the youthful 
octogenarian. Indeed. his 
mien belies his years. No 
wonder the sca.soned veteran 
is held in high regard in 


music circles. His disciples 
are many, some having 
attained name and fame the 
world over. 

The redoubtable K.R.K. is 
a masterly performing artiste 
as well asa rompetnnt Guru. I 
had heard him twenty year.s 
ago at a concert and today he 
IS as energetic, clear and 
precise in his Imw-wielding. 
Age has nol withered him. nor 
custom stale his infinite 
variety. He .stressed the 
importance of constant 
Saadhana-'daily practice' in 
common parlance 


Kusiima Rao 

His Raagadarshini 

comprising Dikshilar's 

NavavaramiKritis was simply 
fa.scinating. The two hours 
passed off loo soon. With old- 
world courtesy he asked the 
arlisles flanking him if it was 
nol (edious for ihem-playing- 
stopping-playing, inler- 

mitenllyXlood-hummiredly, he 
promised a ‘long taniavnrta- 
nam'.at the end of the session. 

R.K.K. look up sets of 
•lanya-ragas born of the same 
Janaka raga. which share 
.similar swaras. hut have 
distinctive characteristics of 
their own-for the exposition. 
Eg.: Kannada-Neelamhavi. 

Thodi-Dhanyasi. Shahana- 
nwijavanii. Sourashlra 

Chakravaka, Reetigowla- 
Annnda Bhairavi, Bhairavi- 
Ghanto. Suruti-Kedaragowla. 
Aahiri-Nata Bhyravi, Thodi- 
PunnagavaralamMayamalava 
gowla-Nadunamukriya. 

He illustrated the common 
features vocally and demon- 
strated the fine points ol' 
differentiation by playing, and 
thus liroughi out the nuances 
of the raugas. It was a 
scholarly exposition, inters- 
persed with interesting 
anecdotes and lac«-d with good 
humour. 

Some ragas. the maestro 
said, have a sort of stigma 
attached to them, having had 
unpleasant associations. For 
example, 'Suruti' is called 
Sollahaayi'. It is said the 
person who sings this 



i-auiiwill have to go hungry, or 
with an empty stomach. One 
day. a musician wanted in test 
or disprove this theory. He 
went deep into the woods, 
taking his 'hutlhi' iluneh 
packet) with him. Mo sat on a 
Slone near a river, after 
hanging his lunch basket on a 
convenient natural peg 
nearby - a bamboo shoot in a 
bamboo grove, to keep it sale 
from wild animals. He sang 
Itaga Siiruti tor hour.s single- 
niindedly, with no problem 
like scoffing at his ignorance 
of superstitious people who 
had tried to stop him from 
singing this beautiful raga. 
Me felt he had at last silenced 
them. 

He at last went to got his 
lunch.Alaslit had disappeared. 
Flabbergast, he looked here 
and there. It was nowhere to 
be .seen. I’lainly bewildered, 
he .sat down and looked up to 
the heavens in sheer wonder. 
Lo and behold! There it was. 
his lunch basket, up in the 
sky. beyond his reach. While 
he was singing, the bamboo 
was growing, as bamboos do 
in the sun and took the packet 
along up too! And there was 
just no way of retrieving the 
basket because you cannot 
clirnh a liamhoo pole. He had 
no choice hut to go hungry. 
Thusthe souhrinuet for Sunili 
came to be 'Sotlabaayi'. 

A story about 

/‘tirnkalyani: Miilbuswanii 

Dikshilar is reputed to have 
.sung hus swan-song ‘Meenaxi 
Me Mudam dchi’ in this raga. 
They say he breathed his last, 
with Purvikalyani raga on his 
lips. For this reason some 


musicians avoid singing this 
raga. probably fearing the 
w iirst 

'('liripai' in Sahana is said 
to have been cmnpo.sed by 
Tyagaraja. just before hi.s 
depart iinfronthisworld.Aahin 
and I’unnagavarali aLso have 
similar inauspicious 

associations. 

However. KHK assured his 
listeners that he was free 
from reserval ions of that sort 
and to prove his point, he 
played TX-agarajii s Sahana 


piece and so benulirully 

He began his lec-deni with 
a solemn and n-poseful alaap 
in Sinir(i:<hlro. He .-.bowed 
how the Itishahha' should lie 
played or sung even lower 
than .Suddha Kishahha in 
order to he authentic If the 
■Ri' note can he held on the 
violin in the space of. say, oiU' 
centimetre, I he Sourashtra 
‘Ur comes at the lower end. 
He made one physically see 
this, tear it and distinguish it 
from the Suddha 'Kt' nf the 
wrong frequency. 


Wales zoetcorms Indian ^BaCfet 



Twi> local da/icefs Hank Su'i/ar and Praveen in a ballet in Caidill 


The well-known Rharatha-natyam guru and choreo- 
grapher Padinini Kama-chandran’s ballet on "Kahghat 
Icons' for the India Dance of Kiran Kama of Cardin' proved 
an instant success in Wales. The ballet was presented in 
seven centres of Wales, including one at Manchester during 
Padminis two-month tour of that country (Ocioher- 
November). 

Besides directing the ballet. Padmini also conducted 
workshops on Hharathanalyam Kiran. the sponsor who is 
herself an Indian classical dancer, runs classes in Dance. 
.Story-telling and Batik in her institution in Cardiff 

In her tour. I'admmi was accompanied by young Praveen 
and Sanjay Shanlaram. both as dancers and ns.sisting her in 
the workshops. 


FAC 



This IS how n lec-dem 
cuiKhi to b«- conducted. He 
played Suryumurthc’ in full. 
It is sot in a difficult lain 
Dhruva tala (3 dhruta + I 
iH^hu) a tricky lata not easily 
inaslored One must tread 
carefully or it jusi may not 
sound like Sournahtrn at all. 

In contrast. Chakravnkn 
was a siraitfhtforward raga. 
oa.sy to play or .sinR and one is 
not likely to yo wronj; in it. 
illustrating it witli 'Ktula 
Brotuvo' in part. 

Contrasting RcvUgoula 
and Anandahhairaii - both 
.lanyas of Natabairavi. the 
maestro pointed out how the 
-Sadharana Gandhara should 
be held (sung or played) a 
little high, giving it its full 
value as it were, to make it 
truly authentic- Rpetignwla 
has been heard hundreds of 
times, but it was illuminating 
to see and learn just what it 
was that made it Reetigowla- 
purc and unalloyed. Making a 
comparative study of Ananda- 
hhntrai’i, which the veteran 
ila.ssified as a 'Triswara 
Mhashiinga'raga-ai^landhjira. 
Dhaivata and Nishada of laith 
kindsoccur in Anandahhairni t 
to make it so complex, 
pleasiiiii and popular. Though 
Anlara (landhara. Suddha 
Dhaivata and Kakali Nishada 
imiyogas are few and far 
between, their rare occurrence 
adds a special touch to it. 
With just Sadharana fla. 
Chatiisshruti I)ha and 
Kiiisliiki Ni-it would be just 
.mother raga-jnnya of Khara- 
harapnya! The Sadharana 
Gandhara of Anandabhairavi 
13 softer (than that of 


ReelignwUi). 

Next, he took up Ghanta — 
a rarely heard raga-janyn of 
Nalcihhatran and pointed out 
its similarUies to lihairari. 
The notes Hi. Ga. Ma, Dha. Ni 
are common to both the 
Shadava ragas. In Ghanta the 
notes are .sounded straight, 
plain and neat-although 
elongaled-withoul much 
gamaka'. Kg:- Ma Neee Da 
I’a. Sa Ni Daaa I’a Ma Gaaa 
Ki:. Ni Gaaa Hi:. Ga .Ma Daaa 
Pa. Ma Gaaari, Neee Da Daaa 
Pa. Ma Gaaa Rii. Ni Rn 
(suddha) Sa. 

Also. Ghanta boasts of an 
extra Suddha Rishabha in the 
Avarohana. RRK plaved 
Ghanta and the eighth Nava- 
varana Kriti of Ihkshitar- ‘Sri 
Kamalambike’ in full, high- 
lighting the characteristic 
features of the raga and 
contrasting it with Bhairavi. 
Speaking of the legendary 
Bhairavi the veteran said the 
raga is full of gamakas' and 
one cannot .say too much 
about its Dhaivata or 
Gandhara. The raga has held 
listeners m thrall for ages. 
One has just to sound the 
single note Ri‘ and the 
audience clucks in apprecia- 
tion. anticipating further 
delights Bhairavi is too much 
-sung and played, used and 
exploited raga. RRK just 
touched in passing, the fifth 
Navavarana Knti .Sri Kama- 
lambikuyuha set in Misrn 
•lhampe tala. 

He look upAahiri-ajanvauf 
Natabhairavi and a raga with 
great possibilities, comprising 
all the twelve or sixteen 
swuras- He played the 


Navavarana Kriti Sri 
Kamalamba Jayathi in full. 
Suriili and Kcdaragou'la were 
the next .sol of janya ragas of 
28lh Harikhamhhoji, that he 
explored The characteristic 
'Ma' and 'Ni' of Suriiti are to 
be held a little high. In .Man 
Ga Rn. Niii Da Pa - the accent 
IS on ‘.Ma'and Ni. And 'Ga' and 
'Da' have just to he touched 
hut not dwelt on. The 'Ma' is 
elongated and 'Ni’can have its 
full share of gamaka. Contra- 
sting it with Kpdaragaii’la. ho 
played ‘Saraguna’ in full, 
omitting the beautiful chitta 
swara lor reasons unknown. 

Analysing Sahana and 
Duyavanti. both janyas of the 
28th Mela Hankambhoji, he 
played Sahana in detail, 
following it up with the Kirti 
'Giripai' in full. He generously 
said that the audience should 
be able to distinguish the 
characteristic features which 
gi\d)irijavnnthi its swnroopa 
when he played it and 
proceeded to do so elaboralely. 
Dikshi tar's 'Akhilandeshwari' 
was soothing and refroshitig. 

Contrasting it with 
Nadanamakrtyn, thi* learned 
scholar sang 'Merusamann' in 
Maynma/avagowltuhcr which 
the percus.sion artistes gave 
expression to their feelings in 
.resounding Tani Avartaiiam. 
The Mndangam 'spoke' in 
Cheluvaraj's hands and one 
was reminded of Ghalam 
Manjunaih of yore. in 
Venkalarain’s playing, which 
sounded bell-iike. 

RRK concluded his Raga- 
darshini with the devara- 
nantdagododdharana'. 
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^rya Travesfm : Anotfier 'Viezu 


Y nur Kditorial “In 
Defence of Rani'u 
Pravesha" (July 1998) takes a 
balanced view of the 
prevailing situation. I am not 
aware whether there is any 
.sanction to Kanga Pravesha 
in our Lnkshnna Oranthas. 
The “Cejje Pooje Ceremony 
belongs to a totally different 
.social ethos. As you have 
rightly observed, if Kanga 
Pravesha is to serve the 
purpo.se of testing the 
eapahilities of the debutante 
{mter nlia of the guru also), 
the ritual has to become less 
expensive. 

In this context. I have 
detailed below the practice 
that IS being followed by 
Nandini Kashwar of “Raasa 
Vrunda" of our city: 

(i) Ranga Pravesha is 
arranged in a temple 
during morning Poojas: 
Sri Venkataramana 
swamy Temple in V.V. 
Mohulla or l.swara 
Temple in Chamaraja 
puram have adequate 
.space for the .stage and 
audience. 

(ii) Knowledgeable people and 
family members are 
among the invited. 

(iii) No special dress or 
ornamentsis compulsory. 
Practice-dress is 

encouraged. 

(iv) Before the event, the 
Guru presents the 
following to the 


debutante, after placing 
them before the deity 
and getting them 
sanctified : (a) A pair of 
ankle bells, the Guru 
herself lying these; (b) A 
pair of cymbals: (c) a 
shawl, which becomes a 
“raksha-kavacha" to the 
student; (d) a brass- 
lamp, symbol of 
spreading the light of 
knowledge and (el a slab 
of red sugar-candy to 
carry sweet memories of 
the occasion. 

(v) The full marga of 
Hharathanatya is prese- 
nted. 

(vi) No intermediate speeches 

or comments are 

allowed. However, after 
the perl'ormance, 

comments, adulations 
and blessings arc 

welcomed. 

(vii) Expenses are restricted 
to the following items : 

la) Inexpensive invita- 
tion letters and 

phunecalls; 

(b) an abhisheka to the 
deity; 

(c) modest remuneration 
to the co-artistes, 
with tambula. a 
shirt-piece or a pair 
of dhotis; 

<d) if the student is hent 
upon presenting 
something to the 
guru, Nandini 

accepts an inexpen- 


sive blouse piece or a 
cotton saree fit for 
daily use. 

The temple authontie.s 
do not charge anything 
extra for holding the 
Ranga Pravesha. Only 
the dates should he 
suitable. 

(viii) In case, a student 
appears for Vidwat 
examination, that by 
itself is taken as Ranga 
Pravesha and even the 
above ritual is nol 
insisted upon. 

(ix) In case, the student comes 
from a well-to-do family 
and the parents insi.sl on 
a glittering event, it is 
held. Hut even here, the 
ritual in a temple is a 
must prior to the Ranga 
Pravesha in an audito- 
rium, All speeches by 
Chief Guests, well- 
wishers. etc. as well as 
thanks-giving are held 
before the recital begins, 
so that the performance 
has a run-through. 

The .system being 
pracliaedhy Nandini Kashwar 
lends sanctity, solemnity and 
grace to the occasion, has no 
compulsion about it. is 
inexpensive and what is more, 
.serves the purpose of a Ranga 
Pravesha. 

It is worthy of conimen 
dalion. 

K. Raghavendra Rao 
Mysore 
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Varied Jure in 
%a[al<:ar MandaCi's Jubilee 


Pramila Lochan 


eminent writer, as the Chief 
Guest. 


The first session began 
with an educative and 
enthralling lecture- 

demonstration by three 
stalwarts: Pi. S.C.R. Bhatl 
(vocalist and disciple of Pt. 
S.N. Katanjnnkar). Pt. 
Yeshwanl Bua Joshi (doyen of 
Gwalior gayaki) and Pt. 
Suresh Bhai Gaitonde 
(tahlist). The second session 
had a Hindustani vocal 
performance by two young, 
upcoming artistes; 

Dhananjay Hegde (disciple of 
Pt. Vinayak Torvi) and 
Hemung Mehta (disciple of 
I*t. Jasraj). 

The third session 
felicitated three senior 
musicians: Pt. S.C.R. Bhatt, 


Pt. Yeshvant Bua Joshi (Vixabst) accompanied by Bhai Gaitonde on Tabla 


E ver since its launch in 
973, Hindustani Kalaknr 
Mandali has been 

consistently striving to 

popularise Hindustani 

classical music and bring to 
the forefront musicians from 
across India. 


Development and Panchayat 
Raj) witli Dr. S.L. Bhairappa. 


After “weathering its wa> 
through many a trial and 
tribulations”, the Mandali 
celebrated its Silver Jubilee 
year recently at Bangalore 
Dedicated to the late Pt. 
Ramarao V. Naik, the three- 
day celebration was 

inaugurated on Dec. 28 by Sri 
M.P. Prakash (Hon’ble 

Minister for Rural 


PI Buddnaditya Mukher/ee (Sitar) accompanied by Ravindra V&vaga/ (Tabla) 




t. 



PI. S.C.R. Blialt 


encouraping with tiearty 50 
candidates registering. The 
winners were awarded with a 
certificate, momentn and ca.sh 
prize at a special function 
during the Silver Jubilee 
Celebration. 

The competition, had an 
eminent panel of judges 
(I).B. Harindra, K.H. 
Sonlakke. N.V. Gopinnth, 
Aditi Upadhyu and Betarbet 
i'rabhukar Rao). 

Thfwinnerswerenhami njay 
Hegde (disciple ofl’t , Vinayak 
Torvi). Pratima Bellave 
(disciple of the late Pt 
Kiimarao V, Naik), Sateesh 
Hhat (disciple of Ft. (Janapati 


Pt.Yeshwant, Bua Joshi and plans (<> start a well Bhatl) who first, second and 


Pt. Suresh Bhai Gaitondc. equipped library of books, third prize re.speclively in the 


They were awarded the title 
'Nnddshree'. The fourth 
session presented a sitar 
recital by Pt. ■ Budhadilya 
Mukherjec. The main artistes 
were well supported by Sri 
Kavindra Yavagal (tabla), Sri 
Udayraj Karpur (tabla) and 
Sn Vyasmurti Katti 
(harmonium). 

The Kalakar Mandali was 
founded by a few well known 
senior musicians of 
Bangalore: the late Pt. 

Kamnrao V. Naik. Pt. R.V. 
Seshadri Onvai, Pt. 1).B. 


video and audio cassettes 
accessible to all their life 
members. Apart from this, 
the Mandali plans to hold 
lec-dems, felicitate artistes 
and oiicoiirage upcoming 
artistes. 

According to Kulkarni, 
"Mandali has brought to 
Bangalore some special 
programmes like populari- 
sing harmonium solo 
programmes, having 

photographic exhibitions and 
conducting a State level 
music conipelUiton that wc 


vocal category. 

The first and second prize 
for instrument were awarded 
respectively to Ashok Iyengar 
(disciple of Pt. Rajeev 
Tarannth) and (Juruprasad 
Hegde (disciple of Sri S.H. 
Sripad). And under the 
percussion category, the first 
and second prizes were 
awarded to Mahesh A.M. 
(disciple of Viswanalh Nakod) 
and (lurumurthy Vaidya 
(disciple of Kavindra Yavagal) 
respectively. 


Harindra, M.V. Gopinath. the 
late Dr. Vasunt Kawali, 
Acharya and K.S. Naik. These 
dedicated musicians have “led 
the organisation through 
many hardships and kept it 
alive", till the organising 
reins were handed over to the 
present Secretary P.S. 
Kulkarni who along with the 
President, C.G. Anantswamy 


plan to have each year." 
On the eve of its Silver 
Jubilee celebration this year, 
a State level music competi- 
tion was held on Nov. 28th 
and 29th, 1998, There were 
three categories; Hindustani 
vocal, instrumentalnnd percu- 
ssion for students of music in 
the age group 15-25 years. 

'I'he response was 


With over 30(1 life 
members, the Mandali's 
impressive and gradual 
achievement in popularising 
music is heartening. And one 
hopes that they would 
celebrate its Golden Jubilee 
in their own auditorium, a 
dream and goal they wish to 
accomplish. < i 
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TDf'^'prPnco Ipttfr under title 'Ganakala Hhushana' Phnonix. Sept. - Oct. '9S. 

radmii that the title is conferred by Karnataka Ganakala. Pari.shnt in its annual 
Musicians’ Conference for artiste who preside over it. I also know that Sangeetha 
Kulanidhi is conferred by the Madras Music Academy. I am aware that 
■Ganakalasindhu' is conferred on I). Subbarumaiah and others in the State Music 
(^mCerence at Mysore. 

I came to know about this only after 1 received the certificate with the title. 
Similarly, .some other artistes have received certificates each with a title. 

I brought this matter to the organiser of the function each year. Hut he 
challenged and asked me to use the title giving the example that ho had been using 
the title ‘Ganavisharada’ in the annual "Guru Shantha Gavai's" aradhana. In reply to 
suggestions that I refrain from using it. 1 delcare and challenge that celebrilios living 
around villages in Shimoga District and els»‘where are in no way less brilliant in 
stature than those singled out titles in cities like Madras, Hangalorc. Mysore, 
Mumbai and for even in Delhi. 

I have devoted my entire life to bring to light the profiles of such great persons 
still alive today. 


Once again 
glorification. 


Hhadravathi 


M. N. Kajanna 


Sir. 


'9\[atya Lol(a' 
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eference your cover story on Muralidhara Rao (Phoenix. Oct-Sep’98). 



Bhudravati 


H. N. K. 
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1 repeal, 1 never use the title "Ganakala Hhashna" for self- 


Korlunately, Muraiidhar was able to complete the work and providentially, G.1'. 
Narayana Kao through his son’s Publishing House got it published. 1 have regard for 
Narayana Kao ever since I came to know from "Vignana Prapanchu" ofDr. Shivarama 
Karanth that the latter held him in great esteem. Your journal has enabled me to 
know that Mr. Rao ha.s a promising son who owns a Publishing House, which has 
published Muralidhar's mogaam o-pus "Natyn Loko". Narayana Kao's interview 
with him adds substance to the cover story. 

1 presume Mr. Rao had lived in Madikcri and knew my late lamented friend 
Amble Subba Rao. Him.selfa Natyacharya. Subha Rao in association with his son and 
daughter was running a dance school and his contribution to dance deserves mention. 
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slow down in t^e fastest 0rowin0 Cit^ in Asia 


•miiiiliMiiJ i .ulriuifurs 

Ihiiiv". T/if iiriwrw ii^ fn--U 
r/iolramsri/Wii'iirrui 

yrnu'i/i rml taken awav 

'' iluinn and unhurritJ 

jHii I' at hfi' 



And a tuilutivj twre to fr 

relax fi' )(et from 

dt'iidluu’^, your aj>fy>inlim’nt'^, yoitr 
And di'viO>er tfbit lhere\ 
•riniUi/i more l.i life 

lNVi//r iri liiw\;alorv. ,ion'l foryel to 
sn* tlw'^ toinJal 

The VL/horyi 'iond/yi, CiiTI’oti I'ark, 

l.ill'a^-h. Ti/’u'- I'aliiee, 

Kit/anljeshuun Jernirl/'andJoti nyire 

luiL'IwJ yiiur Mx'W vritix' ’ How 
almitl MIW <uiri' ’Ora 

i/Wk tii/sdoinerat iJ nyofthe do.wn\ 

o/y/r, ii/tfvrf'£iinm>i(M>i 

’c irmiyhedaxil, rtin-,huixdniik at 
the poyitkir f'lifk ' Maylieyoii d like 
to lake off pir a at any of the 

I'k liire^ifiw iikil-.arinind liaiif;aiore 
’ Yes. there's a lot yon uKi do and 
erjtern’nce here (. time Inv your life 
At yoiirown (Uir. 

History. Nature. A dventvre 

The i--lmidf<rlressof 
Tipn 'snlltin lire T lyer of Mysore 
Tliebniiie uurryo kinywhoemisej 
terror ammg the Hritish. Slones of 
his ikiJour are still told at 
Snranyajiatna And an oMtsk at the 
lorl.nyirks where Hits ffreal kvif^^l 
'shntl’vannnkrurwnsotdieT flelmyeii 
byhisown rnen. 


\Yorth ii (Ml Is the />iifu /liiifii/ 

(fiix'h Tifii s kiiiminT J’lil.iir, the 
oio'iKi; . Ilw lor,, the mdv/iit’iiiiJ 
the Hiin^aiuttlLisu'i'inv Temple 

Close lo Srir,ini;apatna is ihe 
Kanf;analhillu Ihrd Samlwiry 
Home lo,>aiieof Iheiaresisiiny sof 
I'lr.ls li'ho holuiiy here from as fir 
fliisiyaspiIieTH.AusInilu aiul North 

A miTitvi 

The Caiiiery Hirer offers yon miles 
and miles of Aairnlure 

Haft inf;, hikilaif;, fishing Come, 

fivl Hu- cxeilenu'iil The Ihriil ilw 
irifi^'k Yoii'llnelr'rl'ellieyimeajfaiii 

Mal.tfudillays 

Mi/virc Ihe uispiraltm fir R.K 
Nar.iyan's Malyndilown • is ii plair 
VI ii; iiir;/iil/ iii /iiti- U'llhftisi/^ ' The 
hnidy friif;raner of Ihe eelebraled 
Myvirf MiiUij^r , beauliful gariieiis 
aiul I'ahnes Ni many of Ihrm I No 
iis<nder,My^ ire Ls known as Ihe City 
of f'lililifs, The most fimiiiLs ii//)uv 
ofeoiirse, IS Ihe Mysoee I’alaa with 
IIS ma);nifkenl yold llirorie. 

The HniiJiiisin Cardens willi Us 
lerraied yaidens and musical 
fiuniains, the Chamundi Hills wilh 
a riyhl on Ihe lop, Ihe ivcsl 

Mysoir Aw ii’ilh manyexolk speeies 


iiffli>nianlfiinryi,lhefl TIiiLiwisli s 
L'him'h wilh ils slaineJ ylass 
windi'U's. are musts fir any 
hinrtsl 

L'ltmli 62S steps to meet a fain 
Stunt. 

At 'sraislntJielixiiLi is the yiyantii 
I 'm tallmoniilithoflordHahnhah 
An important fain pilynm eeiilre, 
Isratsiikihelayiiiti atiraits thousands 
"Citii'lees eiery year 

Immortal Slones, Temple loicns. 
AIIMur and I hilebui are yimeofihe 
most eryiicsile lemple.s llyil yon i/in 
find. With intrua'r airvinys and 
frvzes yod and yoil Jesses, niwsof 
elr}ihanls.tiyjsandanmiiils,ri>isisiis 
fnimiheqiiisand sensnnnstiimers 
Vcii/7y»iii'J ;ri(Tc//iiiii II J,iy (oslii.iv 
the sciilpInriU details of the temples 
allleiurand Halel'id, 

Hul I fill Is KilriuiliiJsii Siliniir it 
slnli'ly / r;;iiy i/.s eierv miirii«il 
IMix/il in Its rtrry snqirise And 
pnimtseyoursrlfaiiol/krMidavherr 
lor as you uvulJ hare iilrtsuy 
disiWifiTJ there sa lot. Ini more lo 
Kilnyilaia. 
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